Martin Sharp's Yellow House represents a transitional phase in the countercultural movement within Australia, from the peace and love Utopian ideals of the Sixties through to the disenchantment and technological changes of the Seventies. Inspired by Vincent Van Gogh's similarly titled building and aborted artist community in the south of France during the 1880s, and the British Arts Lab movement of the late 1960s, a 3-storey Victorian era terrace building in Sydney was transformed into a work of art, living museum, experimental art gallery and performance space, under the liberating and libertine guidance of Martin Sharpan artist who had experienced some of the extraordinary cultural changes taking place in London and Europe between 1966-69. The Yellow House was a unique expression of the counterculture's disparate elements through a redundant example of the built environment, namely a former art gallery and guest house facing the threat of demolition. Art and architecture fused with lifestyle and culture within a veritable rabbit warren of rooms and performance spaces. Though innately ephemeral, the venture succeeded -between May 1970 and March 1973 -in providing an expressive outlet for a disparate group of counterculture artists, performers and commentators.
with the author on the subject. 8 The Yellow House experience remains vivid in the memory of many of its then-young participants, due to both its intensity and the freedoms offered in regards to performance and art. This article seeks to understand that attachment by investigating the origins of Sharp's Yellow House, its operations and ultimate influence.
Counterculture (un)contained
The counterculture of the 1960s and early 1970s revealed itself through a variety of forms -art, architecture, graphic design, music, writing, protest and alternate lifestyles, to name but a few. 9 All grew out of a post-World War Two youth-based rebellion against conservative values and traditional norms. This was initially brought to light in films such as Marlon Brando's The Wild One (1953) and James Dean's Rebel Without A Cause (1955) . It was followed by the subsequent explosion onto the youth scene of rock and roll at the end of the decade, led by artists such as Elvis Presley and Chuck Berry. Integral to the evolving trend towards youthful rebellion and alternative lifestyles were the cultural revolutions taking place during the 1960s in Western societies such as Europe, America, sections of Asia including Japan, South America and Australasia. The sexual revolution, widespread use of hallucinogenic and recreational drugs, the anti-war movement, psychedelia and Utopian dreams -perhaps best seen in the Beatles mantra "All you need is love" -were some of the more public and controversial elements of this period of extreme societal change. Related innovations passed almost unnoticed at the time, relegated to the fringes of the underground media or denigrated as the purview of hippiedom. Many now form an integral part of everyday life in the new millennium, including issues such as environmental sustainability, enhancement of civil, political and moral rights, the use of innovative technologies and adaptations to the built environment with the aim of energy efficiency. These ideas and movements could, at the time, be integrated, overlapping, individual or communal. Freedom of expression and experimentation was actively and widely encouraged. Art and architecture became ephemeral to the mainstream, yet integral to a new, alternate society often referred to as the counterculture, though it was never a singular entity. 10 A good example, and one previously not considered in any detail, is the relationship between a leading figure of the counterculture -Australian artist Martin Sharp -and the built environment.
Sharp is internationally known for his involvement with the often controversial OZ magazine between 1963-73, the production of a series of psychedelic posters such as the Bob Dylan Blowing in the Mind (1967) and an exploding Jimi Hendrix (1968) , record covers such as Cream's Disraeli Gears (1967) and Wheels of Fire (1968) , plus a large body of work through to his death in 2013. He is not generally connected with architectural movements, spatial design or built forms. However, he often worked closely with his physical environment and moved, occasionally, beyond the palette, canvas and sculptured piece onto bricks and mortar. The most well-known example is the Yellow House, for which he was the primary instigator. The building became home to a disparate community of artists, Counterculture Studies 1(1) 2018 13 musicians, dancers, puppeteers, performers, poets, photographers, writers, student architects, drifters, exiles and young people looking for an alternative to the drabness of society around them.
Sharp was an inspiration and guiding force for many of its activities. He, along with like-minded colleagues such as Albie Thoms, generally encouraged freedom of expression and, more especially, participatory engagement with the building internal spaces and physical structure. The image and issue content caused outrage amongst the establishment and eventually saw the editors brought before court on charges of issuing an obscene publication with no intellectual merit.
Art and architecture were very much part of Sharp's worldview, with even the humble public toilet the subject of one of his full-page OZ cartoons. He also produced a cartoon accompanying the article by Geoffrey Lehmann on the Blues Point Tower located on Sydney harbour, adjacent to the landmark Sydney Harbour Bridge. 14 Designed by well-known architect Harry Seidler, it was the subject of much controversy, and remains so to this day, being cited as one of the city's ugliest buildings. 15 'boofhead') could see this. As a parting shot, Sharp's image was powerful in its reference to the backward and conservative attitudes of Australian society, art and architecture that he now sought to leave behind.
The Streets of London
Change your surroundings and you change yourself (Faralbone Institute, Berkeley 1970) . Our discussions and interests at the Pheasantry were far reaching into many cultural subjects.
It was a catalytic salon and everyone was welcome. Artists and musicians frequently visited us and Martin transferred some of this very democratic vibe to the Sydney Yellow House.

Architecture was discussed from Albert Speer to Utzon. We fell in love with the Utzon opera house and disparaged the government hicks who vandalized his vision. Martin became quite
friendly with the Utzon family. Architecture, sculpture, music, painting, film et al. were all one tapestry to us, intertwined and vibrant. 23 And so it was that at the end of 1969 Martin Sharp departed the Pheasantry for Australia. Just as Sharp had moved on, so too had the times, with some of the Yellow House events during its last 12 months pointing a way to the future and the continuing evolution of the counterculture.
From Yellow House to Autonomous House
The young Finnish Asko (Axel) Sutinen was an artist resident at the Yellow House at the beginning of 1972 while undertaking an art course at the University of Sydney. 30 In collaboration with printmaker Colin Little, he produced a poster for the summer series of events held at the Yellow House. Little was also attending the University of Sydney at the time, and a member of the Tin Sheds workshop there. The Yellow House poster proved to be the first in the series by the group of artists that became known as the Earthworks Poster Collective. Sutinen described the poster's content as follows in language expressing an Aquarian aesthetic:
The A connection can therefore be drawn between the events of the Yellow House, as experienced by young people such as Sutinen, and the manifestation of the counterculture post-Yellow House (i.e. after 1972) in architectural forms such as geodesic domes, the radical artist and design collective known as the Tin Sheds, and the ecologically innovative Autonomous House at the University of Sydney from 1974. The move towards rural communes was also part of this worldwide trend. 33 Broader lifestyle issues were revealed through events such as the Aquarius Festival, which was held in Nimbin during May 1973. 34 with the building's ever-present threat of demolition and eviction, and its main instigators developing a laissez faire attitude towards its operation, combined to encourage risk taking and innovation, with little though for long-term consequence. As such, it was swiftly forgotten by all those who either were not directly involved, or were not fortunate enough to experience what it had to offer.
